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justification for any such emotional manifestations at 
all. Because a composer has not succeeded in writing 
good music, why should it excite angerand indignation ? 
Why should it be imputed to him, not merely that he 
has failed, but also that he is a discredited and 
contemptible person, if not actually a rogue and a 
charlatan ? 

The explanation is, I suppose; in part at least, the 
incurable tendency of mankind to take sides, to 
espouse opposing causes, to range itself in camps. 
When confronted with new music which he can't 
understand, but which finds favour with others, the 
tendency of the average man, is not to say to himself 
'I am losing something here-my possibilities of 
musical enjoyment would manifestly be increased if I 
could appreciate this composer's music also,' but 
rather to take it as a grievance and a cause of offence 
that such music exists, to denounce it as worthless, 
vile, contemptible, and to fight tooth and nail against 
its recognition. Considered in cold blood and as an 
abstract proposition, nothing could seem much more 
ridiculous or absurd. Yet is it any exaggeration to 
say that this and nothing else is precisely what 
occurs,-if not always, at any rate at times,-in actual 
practice ? 

Take the case of the Brahmsites and the Wagnerites 
a generation ago. So far from trying to understand 
one another, and lamenting their inability to do this, 
they positively hugged their differences and developed 
an antagonism into which they imported all the fervour 
and passion usually reserved-equally irrationally- 
for politics and religion. You had Joachim solemnly 
breaking off all relations with Liszt because he had 
gone over to the enemy, Madame Schumann declining 
to play at a concert because the 'Feuerzauber' was 
in the same programme, and so on all round. And 
all this because of differences of opinion over two 
composers, as to the merits of both of whom there 
is practically universal agreement nowadays. That 
the composers themselves indulge in these antagonisms 
and animosities is not so difficult to understand; but 
that the public at large should adopt their prejudices 
and espouse their quarrels is surely the height of folly. 

Yet who shall say that the tendency is any less 
strong to-day than ever ? If just at present it is not 
quite so much in evidence as has sometimes been the 
case, I fancy this is mainly because there do not happen 
to be such commanding figures on the musical stage 
at the present time to call it into action. It is indeed 
one of the most curious features of contemporary 
music that so little feeling of any kind-either of 
enthusiasm on the one hand or dislike on the other- 
seems to be aroused by the productions of even the 
biggest men. Their works are produced and listened 
to, are mildly praised or mildly condemned, but it 
would be difficult to name a single composer before 
the public to-day whose music excites any really deep 
and widespread enthusiasm. Certainly it would be 
impossible to name a single one-whether Strauss, 
Debussy, Stravinsky, or any other-who can be said 
to occupy any such position in this respect as was 
occupied by. Wagner and Brahms, or Mendelssohn 
and Schumann, in days gone by. If therefore the 
excesses of partisanship are less pronounced to-day 
than then, this is, I suspect, the cause rather than any 
general development of the spirit of charity and sweet 
reasonableness. 

Here, then, is yet another peril against which the 
critic cannot guard against too sedulously, for however 
it may be with others, he at least should be free from 
the smallest suspicion of bias or temper in delivering 
his judgments. Otherwise, one may say, the last 
remaining justification for his existence disappears. 
It may not be possible for him to avoid being (as his 

enemies affirm) ignorant and dull, wanting in percep- 
tion, devoid of sympathy, and so on; but at least it 
should not be beyond his power to be scrupulously 
just, and to avoid being influenced in the smallest 
degree by prejudice and partisanship. 

Yet, whatever may be the case to-day, I am afraid 
it would be impossible to affirm that this ideal has 
always been realised in the past. On the contrary, 
when one recalls the names of the few who have so 
far left behind them any sort of permanent reputation 
in this particular field, such as Hanslick and Davison 
and Chorley, one thinks of them chiefly in connection 
with the exhibition of bias and partisanship, of temper 
and passion and prejudice, in the extremest form, and 
in the case of one of the most notable of their 
successors, who has more recently passed from the 
scene,-to wit, the late J. F. Runciman,-I am afraid, 
no less applies. It might almost seem, indeed, that 
only in this way-by recourse to extravagance of 
opinion and violence of language-is it possible to 
make any sort of impression in musical criticism. 

Happily, however, in our own day the writings of 
such men as Newman, Hadow, Huneker, and 
Romain Rolland, have brilliantly demonstrated that 
in reality this is not the case at all, and that even 
poor, despised musical criticism may in the best of 
circumstances be everything that criticism should 
be-scientific in method, impartial in temper, 
penetrating, luminous, persuasive, and yet in no 
way lacking in force and vigour, and in addition 
fulfilling, along with its special critical functions, all 
the requirements of fine literature. Doubtless it is not 
given to most of us to attain these heights; but here 
at least are exemplars who may serve as an inspiration 
to us all. 

THE 'ORGELBiCHLEIN': ANOTHER 
BACH PROBLEM. 

BY C. SANFORD TERRY. 
In the April and June numbers of the Musical Times 

Mr. Ernest Newman and Mr. Ivor Atkins discussed 
'A little Bach problem,' namely, the particular season 
to which Bach intended to attach the hymn 'Heut' 
triumphiret Gottes Sohn' in the 'Orgelbiichlein.' 
The point is a detail in a much larger problem 
which so far has remained unplumbed. What general 
scheme, if any exists, inspired Bach in compiling 
the ' Orgelbiichlein' ? Or are its contents haphazard, 
a collection of tunes that captured his admiration, but 
otherwise lacking plan or unity, religious or poetic ? 

Since 1846, when Griepenkerl edited the 
'Orgelbiichlein,' German scholarship either has 
ignored the problem or has done its best, with 
characteristically obtuse cleverness, to make it 
unsoluble by reshuffling Bach's materials. The 
Bachgesellschaft edition merely reproduces the 
Autograph. Even Schweitzer's analysis is incomplete, 
and is directed upon only a fraction, and that the 
most easily interpreted, of the work. The new 
Novello Edition meticulously follows his guidance, 
but does not explore the larger section that remains 
unriddled, in regard to which Mr. Newman merely 
asks whether it, too, has a religious or poetic design. 
I venture a comprehensive answer. 

It is a matter of general knowledge that during 
his residence at Weimar, and approaching his 
thirtieth year, Bach sketched and partly completed 
a set of Organ movements upon hymn melodies and 
entitled the collection 'Orgelbiichlein.' He planned it 
to contain 164 movements upon the melodies of 161 
hymns, three hymns being introduced twice over. Of 
the projected 164 movements only forty-six actually 
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were written, two bars of another were sketched, and 
as to the remainder, the pages that were intended to 
contain them are blank in Bach's autograph excepting 
the hymn titles that head them. 

The titles of the 161 hymns are entered in Bach's 
hand in the Autograph page by page upon a plan which 
is only discoverable by analysing the character of the 
hymns themselves; Bach affords no clue otherwise 
to the scheme he had in view in planning the book. 
Such an analysis easily reveals the fact that in the 
early part of the work there are sections of Christmas, 
Easter, and Passiontide hymns. Rust (1878) was the 
first to point this out. The larger and complete 
scheme is now unfolded, so far as I am aware, for the 
first time. 

An analysis of the I6I hymns brings out the fact 
that the 'Orgelbiichlein' consists practically, though 
not actually, of two parts. Part I. is designed to 
illustrate the Festivals and Seasons of the Church. 
Part II. is of a more miscellaneous character, whose 
contents may be indicated under the general title, 
'The Christian Life.' Part I. includes Nos. I to 60o. 
About two-thirds of it are complete ; that is, Bach has 
written the movements he projected upon thirty-six of 
the hymn melodies whose titles it contains. Part II. 
is practically untouched. Of the 104 movements Bach 
projected, only ten are completed. Five of its 
sections are blank excepting the titles of their 
unwritten movements. Three sections contain only 
one completed movement apiece. Two have only two 
each. One contains three completed movements. 

In the following 'programme' of the ' Orgelbiichlein' 
the titles of the hymns are printed in the order in 
which Bach entered them, page by page, in the 
Autograph. The forty-six movements that he actually 
wrote are distinguished from the others by an asterisk. 
The cross-titles and divisions are my own : 

THE ' ORGELBUCHLEIN.' 

PART I. 

THE CHURCH'S SEASONS AND FESTIVALS. 

ADVENT. 
*I. Nun komm' der Heiden Heiland. 
*2. Gottes Sohn ist kommen, or, Gott, durch deine 

Gtite. 
*3. Herr Christ, der ein'ge Gottes-Sohn, or, Herr Gott, 

nun sei gepreiset. 
*4. Lob sei dem allmichtigen Gott. 

CHRISTMAS. 

*5. Puer natus in Bethlehem. 
6. Lob sei Gott in des Himmels Thron. 

*7. Gelobet seist du, Jesu Christ. 
*8. Der Tag, der ist so freudenreich. 
*9. Vom Himmel hoch, da komm' ich her. 

*Io. Vom Himmel kam der Engel Schaar. 
*II. In dulci jubilo. 
*1"I2. Lobt Gott, ihr Christen, allzugleich. 
*I3. Jesu, meine Freude. 
*14. Christum wir sollen loben schon. 
*I15 Wir Christenleut'. 

NEW YEAR. 
*I6. Helft mir Gottes Giite preisen. 
*17. Das alte Jahr vergangen ist. 
*18. In dir ist Freude. 

EPIPHANY. 

*I9. Mit Fried' und Freud' ich fahr' dahin.t 

PURIFICATION OF THE B.V.M. 

*20. Herr Gott, nun schleuss den Himmel auf. 

PASSIONTIDE. 

*21. O Lamm Gottes, unschuldig. 
*22. Christe, du Lamm Gottes. 
*23. Christus, der uns selig macht. 
*24. Da Jesus an dem Kreuze stund. 
*25. O Mensch, bewein' dein' Suinde gross. 
*26. Wir danken dir, Herr Jesu Christ, Dass du fur uns 

gestorben bist. 
*27. Hilf Gott, dass mir's gelinge. 
28. O Jesu, wie ist dein' Gestalt. 

(b) 29. O Traurigkeit, O Herzeleid. 
30. Allein nach dir, Herr Jesu Christ, verlanget mich. 

(b) 31. O [Ach] wir armen SUnder. 
(a) 32. Herzliebster Jesu, was hast du verbrochen. 

33. Nun giebt mein Jesu gute Nacht. 
EASTER. 

*34. Christ lag in Todesbanden. 
*35. Jesus Christus, unser Heiland, Der den. 
*36. Christ ist erstanden. 
*37. Erstanden ist der heil'ge Christ. 
*38. Erschienen ist der herrliche Tag. 
*39. Heut' triumphiret Gottes Sohn. 

ASCENSION DAY. 

40. Gen Himmel aufgefahren ist. 
(b) 41. Nun freut euch, Gottes Kinder, all. 

WHIT-SUNDAY. 

42. Komm, heiliger Geist, erfiill' die Herzen deiner 
Glaubigen. 

(a) 43. Komm, heiliger Geist, Herre Gott. 
*44. Komm, Gott, Sch6pfer, heiliger Geist. 

(a) 45. Nun bitten wir den heil'gen Geist. 
(b) 46. Spiritus Sancti gratia, or, Des heil'gen Geistes 

reiche Gnad'. 
47. O heil'ger Geist, du gottlich's Feu'r. 
48, O heiliger Geist, O heiliger Gott. 

TRINITY SUNDAY. 

*49. Herr Jesu Christ, dich zu uns wend'.t 
*50. Liebster Jesu, wir sind hier.t 
*51. Liebster Jesu, wir sind hier (disfinctius). 

(b) 52. Gott, der Vater, wohn' uns bei. 
(a) 53. Allein Gott in der Hbh' sei Ehr'. 
(b) 54. Der du bist Drei in Einigkeit. 

ST. JOHN BAPTIST. 

55. Gelobet sei der Herr, der Gott. 
VISITATION OF THE B.V.M,. 

(a) 56. Meine Seel' erhebt den Herren. 
ST. MICHAEL THE ARCHANGEL. 

(a) 57. Herr Gott, dich loben alle wir. 
(b) 58. Es stehn vor Gottes Throne. 

FEASTS OF THE APOSTLES. 

(a) 59. Herr Gott, dich loben wir. 
(a) 60. O Herre Gott, dein g6ttlich Wort. 

PART II,. 

THE CHRISTIAN LIFE, 

THE CATECHISM. 

*61. Dies sind die heil'gen zehn Gebot (Ten Command- 
ments). 

62. Mensch, willst du leben seliglich (Ten Command- 
ments), 

63. Herr Gott, erhalt' uns fiir und fuir (Ten Command- 
ments). 

(a) 64. Wir glauben all' an einen Gott (Creed). 
*65. Vater unser im Himmelreich (Lord's Prayer). 

(a) 66. Christ, unser Herr, zum Jordan kam (Holy 
Baptism). 

t In modern use as an Epiphany Hymn, but more generally for the 
Purification. That Bach intended it for the former Festival may be 
inferred. He certainly would not have left Epiphany unrepresented 
intentionally. 

+ For particular use before the sermon. Both hymns are appropriate 
to Trinity, and certainly were intended by Bach so to be used. A 
separate 'Before the Sermon' section would be incongruous among the 
Festivals. 

I am convinced that Bach's reason for inserting two movements 
upon the melody was not a musical one. His natural proneness to 
symbolism weighed with him here, as in the 'Clavieriibung, to pay 
homage separately to the three Persons of the Trinity in the 'Before 
the Sermon' hymns, as in Nos. 52-54, the hymns proper to the Festival. 

? Bach omits the Annunciation, probably unintentionally. 
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PENITENCE AND AMENDMENT. 

(a) 67. Aus tiefer Noth schrei' ich zu dir. 
(a) 68. Erbarm' dich mein, O Herre Gott. 
(a) 69. Jesu, der du meine Seele. 
(a) 70. Allein zu dir, Herr Jesu Christ. 
(a) 7I. Ach Gott und Herr. 
(a) 72. Herr Jesu Christ, du h6chstes Gut. 
(a) 73. Ach Herr, mich armen Stinder. 
(a) 74. Wo soll ich fliehen hin. 

75. Wir haben schwerlich. 
*76. Durch Adam's Fall ist ganz verderbt. 
*77. Es ist das Heil uns kommen her. 

HOLY COMMUNION. 

(a) 78. Jesus Christus, unser Heiland, Der von uns. 
(b) 79. Gott sei gelobet und gebenedeiet. 

80. Der Herr ist mein getreuer Hirt. 
81. Jetzt komm' ich als ein armer Gast. 
82. O Jesu, du edle Gabe. 
83. Wir danken dir, HIerr Jesu Christ, Dass du das 

Liimmlein. 
(a) 84. Ich weiss ein Bltimlein hUibsch und fein. 
(a) 85. Nun freut euch, lieben Christen, g'mein. 
(a) 86. Nun lob' mein' Seel' den Herren. 

FOR THE COMMON WEAL. 

87. Wohl dem, der in Gottes Furcht steht. 
(b) 88. Wo Gott zum Haus nicht giebt sein' Gunst. 

CHRISTIAN CONDUCT AND EXPERIENCE. 

(a) 89. Was mein Gott will, das g'scheh' allzeit. 
(a) 90o. Kommt her zu mir, spricht Gottes Sohn. 

*9I. Ich ruf' zu dir, Herr Jesu Christ. 
(b) 92. Weltlich Ehr' und zeitlich Gut. 
(a) 93. Von Gott will ich nicht lassen. 
(b) 94. Wer Gott vertraut. 

95. Wie's Gott gefiillt, so gefiillt mir's auch. 
(a) 96. O Gott, du frommer Gott. 

IN TIME OF TROUBLE. 

(a) 97. In dich hab' ich gehoffet, Herr. 
*98. In dich hab' ich gehoffet, Herr (alio MAodo). 
99. Mag ich Unglhick nicht widerstahn. 

*Ioo. Wenn wir in h6chsten N6then sein. 
(a) IoI. An Wasserflissen Babylon. 
(a) IO2. Warum betrUibst du dich, mein Herz. 

103. Frisch auf, mein' Seel', verzage nicht. 
IO4. Ach Gott, wie manches Herzeleid. 

(b) 105. Ach Gott, erhor' mein Seufzen und Wehklagen. 
io6. So wiinsch' ich nun eine gute Nacht. 
107. Ach lieben Christen, seid getrost. 
io8. Wenn dich Ungllick thut greifen an. 

(b) 109. Keinen hat Gott verlassen. 
Ilo. Gott ist mein Heil, mein' Hilf' und Trost. 
I II. Was Gott thut, das ist wohlgethan, Kein einig. 

(a) 112. Was Gott thut, das ist wohlgethan, Es bleibt 
gerecht. 

*I13. Wer nur den lieben Gott lidsst walten. 

THE CHURCH MILITANT. 

(a) I I4. Ach Gott, vom Himmel sieh darein. 
(b) I I5. Es spricht der Unweisen Mund wohl. 
(a) I16. Ein' feste Burg ist unser Gott. 
(a) 117. Es woll' uns Gott genaidig sein. 
(a) I I8. Wir' Gott nicht mit uns diese Zeit. 
(a) I 19. Wo Gott, der Herr, nicht bei uns hilt. 
(a) 120. Wie sch6n leuchtet der Morgenstern. 
(a) 121. Wie nach einer Wasserquelle. 
(a) I22. Erhalt' uns, Herr, bei deinem Wort. 

I23. Lass mich dein sein und bleiben. 

IN TIME OF WAR. 

124. Gieb Fried', O frommer, treuer Gott. 
(a) I25. Du Friedefiirst, Herr Jesu Christ. 
(a) I26. O grosser Gott von Macht. 

DEATH AND THE GRAVE. 

(a) 127. Wenn mein Sttindlein vorhanden ist. 
(a) 128. Herr Jesu Christ, wahr'r Mensch und Gott. 
(b) 129. Mitten wir im Leben sind. 
(a) I3o. Alle Menschen miissen sterben. 

*I3I. Alle Menschen mUissen sterben (Alio modo). 
(a) 132. Valet will ich dir geben. 

133. Nun lasst uns den Leib begraben. 
(a) 134. Christus, der ist mein Leben. 
(a) 135. Herzlich lieb hab' ich dich, O Herr. 
(a) 136. Auf meinen lieben Gott. 

137. Herr Jesu Christ, ich weiss gar wohl. 
(a) 138. Mach's mit mir, Gott, nach deiner Giit'. 
(a) 139. Herr [O] Jesu Christ, mein's Lebens Licht. 

140. Mein' Wallfahrt ich vollendet hab'. 
(b) I41. Gott hat das Evangelium (Last Judgment). 

142. Ach Gott, thu' ich erbarmen (Last Judgment). 

FOR DIVERS OCCASIONS. 

(a) 143. Gott des Himmels und der Erden (Morning). 
(a) 144. Ich dank' dir, lieber Herre (Morning). 
(b) 145. Aus meines Herzens Grunde (Morning). 
(b) 146. Ich dank' dir schon durch deinen Sohn (Morning). 
(b) 147. Das walt' mein Gott (Morning). 
(a) 148. Christ, der du bist der helle Tag (Evening). 
(b) 149. Christe, der du bist Tag und Licht (Evening). 
(a) 150. Werde munter, mein Gemiithe (Evening). 
(a) 151. Nun ruhen alle Wiilder (Evening). 
(b) 152. Danket dem Herrn, denn er ist sehr freundlich 

(At meals). 
(a) 153. Nun lasst uns Gott, dem Herren (At meals). 
(b) I54. Lobet den Herrn, denn er ist sehr freundlich 

(At meals). 
(a) 155. Singen wir aus Herzens Grund (At meals). 

I56. Gott Vater, der du deine Sonne (For good 
weather). 

THE LIFE ETERNAL. 

(b) 157. Jesu, meines Herzens Freud'. 
(b) 158. Ach, was soll ich Stinder machen. 

*159. Ach wie nichtig, Ach wie fltichtig. 
16o. Ach, was ist doch unser Leben. 
161. Allenthalben, wo ich gehe. 

(a) 162. Hast du denn, Jesu, dein Angesicht, or, Soll ich 
denn, Jesu. 

(a) 163. Sei gegrtisset, Jesu gtitig, or, 0 Jesu, du edle 
Gabe. 

(a) 164. Schmticke dich, O liebe Seele. 

(a) The melody is treated elsewhere in Bach's Organ or Choral 
works. 

(b) A four-part setting of the melody is among Bach's 'Choral- 
gesiinge. 

I do not attempt here to do more than expose what 
I believe to have been Bach's complete design. 

But it is interesting to observe the fidelity of the 
mature Bach to the hymns and tunes jotted down in 
the youthful 'Orgelbiichlein.' Not only do all its 
written melodies except elevent occur elsewhere in his 
organ or vocal works, but of its I 18 unwritten melodies 
only 35 are not represented in them. Half of the 
I18 (59) are found elsewhere in his organ or vocal 
works. ~ Of another twenty-four there are four-part 
settings among his 'Choralgesinge.'? 

POSTSCRIPT.-Since this article was set up in type 
I have made the interesting discovery of the actual 
hymn-book from which Bach took the materials for 
the 'Orgelbiichlein.' Its arrangement fully confirms 
my analysis of Bach's scheme. 

(To be continued.) 

t Nos. 17, 18, 20, 24, 26, 27, 35, 37, 39, 98, 131. 
+ They are marked (a) in the above list. It should be pointed out 

that Bach has nowhere used the proper melodies of Nos. 8o, 107, and 
128, and that the melody of No. o104 properly bears the title of No. i39. 
No. 73 is better known as 'Herzlich thut mich verlangen,' and No. 151 
as ' O Welt, ich muss dich lassen.' 

? They are marked (b) in the above list. Nos. 85 96, 128, 130 have 
alternative tunes in Bach's use. 
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